This article focuses on two non-fiction works by Native American author N. Scott Momaday: his 1969 historical memoir The Way to Rainy Mountain and his essay collection The Man Made of Words It specifically tackles performative conceptions of language in the Kiowa storytelling tradition, where words are experienced as speech acts that have the power to intervene in surrounding realities. Taking into account 20 th century ethno-cultural and linguistic policies in the United States, the article also reflects on the role indigenous languages may play in contemporary Native American Literature, which has most often been written in English.
58 memorial return of the author also builds a movement of af-filiation into tribal culture (Brígido-Corachán 2011: 114) .
"The Setting Out", the opening section after Momaday's preface and introduction, describes the mythical emergence of the Kiowa into this world from a hollow log as well as their acquisition of cultural and religious traits as they met other tribes on their nomadic eastward journey. "The Going On" then includes various historical episodes from the period when the Kiowa were one of the most important warrior, buffalohunting societies on the Great Plains. Lastly, "The Closing In" turns to the last years of the Kiowa as an independent tribe at the close of the 19 th century, prior to white dominance and reservation enclosure. These last historical reminiscences are based on direct eyewitness accounts preserved from family members and neighbors who lived through the experiences later to be translated by the author's Kiowa-speaking father, Al
Momaday, a key figure in the chain of historical and linguistic transmission.
The work's three main sections are further divided into twenty-four short passages, which are visually and thematically organized in groups of three vignettes. Facing each other on the page, these vignettes weave creative interconnections between three dimensions: a mythical, a historical/ anthropological, and a familiar version of a story or reminiscence. These entwined dimensions are also reinforced, at times, by a fourth element, a series of drawings sketched by Momaday's father, Al. Momaday refers to these three juxtaposed textual discourses as voices whose narratives and personas move freely from the mythical to the personal or historical dimensions and vice versa, creating a "polyphonic version of Kiowa historiography that questions traditional divisions between fact and fiction, history and myth" (Brígido-Corachán 2011: 113-4) . The first set of vignettes is organized around the idea of "coming out"; they describe the emergence of the Kiowa into the world and their symbolic first act of identityconstruction through language: the self-naming of the tribe. The origin of the name "Kwuda", which means "coming out", is explained in both the mythical (the oral tradition) and the historical vignettes. Both dimensions are complemented by
Momaday's personal reminiscence, as he "came out upon the Great Plain in the late spring" (1969/2001: 17) , an encounter with his childhood landscape that will trigger the remembering act that is The Way to Rainy Mountain. In this manner, Momaday's first set of reflections specifically links the concepts of emergence and birth with language, 59 meaning and identity-making, as they are inscribed in the landscape and re-imagined through the linguistic act of memorial contemplation. . Elaine A. Jahner has described Momaday's historical and personal segments as a kind of "commentary" on the oral tradition, of which he himself is the audience. In this manner, the narrative process of this work becomes an imitation of a performative event. According to Jahner, "The perception of oneself as a member of a mythteller's audience -a member who is discovering one's own context of vital meaning (…) -is basic to understanding Momaday's role as the persona in his own work" (1983: 217). According to Momaday, the writer and the storyteller are indivisible, as they are both "concerned to create himself and his audience in language" (in Coltelli 1990: 93) . WRM thus functions as an act of creation where two types of reader, indigenous and nonNative, are invoked in different manners. Those readers not acquainted with Kiowa culture will necessarily have to learn how best to listen to the stories it tells; they will be given an entryway into Kiowa history which they will complement by contributing connections of their own to the triptych of loosely intertwined reminiscences. Drawing their own signifying trajectories, all Native and non-Native readers thus participate in the remembering process, generating varying reflections and responses while traveling creates the storytelling experience and himself and his audience in the process (…). The storyteller creates himself in the sense that the mask he wears for the sake of telling the story is of his own making, and it is never the same. He creates the listener in the sense that he determines the listener's existence within, and in relation to, the story, and it is never the same (…) And this imagining is the burden of the story, and indeed it is the story. (1997: 3) Like the storyteller shaping his listener in the telling, Momaday develops a sort of cartographic language in WRM. A map is laid out for the reader to follow, with the preface and the introduction serving as a guide through the various Kiowa scenes. The two framing poems, "Headwaters" and "Rainy Mountain Cemetery", give us a symbolic beginning and a poetic textual end. His textual format is thus not expansive and never explicitly ambitious, but rather intimate and inclusive of all voices. Meaning is ultimately created out of the active recombination and weaving of passages in the reader's mind, as such parallel structures encourage free association and the connection of ideas. Adding to this effect, Momaday's particular "storytelling experience" is characterized by the economy of his use of the English language, which, reduced to its bare essence, makes every word echo within countless subtexts 6 in the oral tradition one stands in a different relation to language. Words are rare and therefore dear. They are jealously preserved in the ear and in the mind. Words are spoken with great care, and they are heard. They matter and they must not be taken for granted; they must be taken seriously and they must be remembered (…) Words are intrinsically powerful. They are magical. By means of words can one bring about physical change in the universe. (1997: 15-6) . In his essay "The Native Voice in American Literature", the Kiowa author explains that Most cultures embrace, in one way or another, the performative function of language.
II. LANGUAGE, PERFORMATIVITY AND THE ORAL TRADITION

The Way to Rainy Mountain
Many Native cultures, additionally, believe that storytelling is performative, that is, in the telling of a story the events it describes may materialize and happen 7 6 Together with his strong Kiowa storytelling roots, which he primarily inherited from his father and Kiowa grandparents, Momaday's prose is also permeated by Western poetic discourse. His doctoral dissertation focused on the poetry of Frederick Goddard Tuckerman (1963) and his mentor at Stanford University was the poet Yvor Winters. Moreover, his transculturated language philosophy is clearly inspired by the idealist approach of Wallace Stevens. Momaday, in fact, borrows the title of his book collection from a poetic line by Stevens: "men made out of words" (See Schubnell 1985: 45-6 with new terms, while the old words became taboo for a whole generation and were thus forgotten. In a similar way, many words would leave the Kiowa world along with the people that symbolically owned them, to be later substituted by new ones . This story from the mythical dimension is paired with a familiar anecdote about Momaday's own grandmother, Aho, who also had a powerful word, zei-dl-bei ("frightful"), which she would say out loud when facing a difficult or harmful situation. As the author explains:
"(I)t was not an exclamation so much, I think, as it was a warding off, an exertion of language upon ignorance and disorder" (WRM 1969 (WRM /2001 .
9
A word has power in and of itself. It comes from nothing into sound and meaning; it gives origin to all things. By means of words can a man deal with the world on equal terms. A man's name is his own; he can keep it or give it away as he likes (…). The dead take their names with them out of the world. (WRM 1969 (WRM /2001 . 
III. THE ARROWMAKER AND THE POWER OF LANGUAGE
The as a child), as the arrowmaker is straightening an arrow with his teeth inside his teepee, he is able to identify and kill his hidden enemy, who is lurking in the shadows outside.
It is the enemy's ignorance of the Kiowa language that prevents him from understanding the arrowmaker's warning (1997: 9-12):
"I know that you are there on the outside, for I can feel your eyes upon me. If you are a Kiowa, you will understand what I am saying, and you will speak your name". But there was no answer, and the man went on in the same way, pointing the arrow all around. At last his aim fell upon the place where his enemy stood, and he let go of the string. The arrow went straight to the enemy's heart. Wordarrows, in any language, can serve as imaginative weapons to organize and channel one's anger and creative energies, to carve one's place in the world. Through , how does his not speaking Kiowa, except for a handful of words, influence his worldview? As we have seen in this article, one may be tempted to think that the author fetishizes the oral tradition by setting it at the core of a memorial imagination that is nostalgic and artificial in nature, since it is expressed through the "enemy's language". However, his use of the colonial language as a vehicle serving Kiowa expression is the result of centuries of imperialistic impositions and linguistic aggression. Momaday's masterful use of English is able to challenge this legacy. As Jace Weaver points out, "Momaday is obsessed with words -their tone, their sonorousness, their rhythm, how they feel in the mouth " (2008: 81) . In his works, he is clearly influenced by familiar linguistic rhythms passed on to him, together with the stories, by his Kiowa-speaking father. Momaday additionally bends English words at will so they may fit his own authorial designs: the making of a historical Kiowascape where the absence of the Kiowa language (the sacred names that each dead Kiowa took along to the other world) actually fills the empty spaces of each page, as his people are remembered and honored. Momaday's own personal memoir, The Names, further strengthens the memorial process by giving flesh and visual protagonism to each of his forefathers and foremothers speaking in The Way to Rainy Mountain, whose names and stories thus continue to endure on the page. 67 words, Native authors can re-construct, activate, and protect textual, familiar, and cultural territories from the socio-economic plundering and intellectual dispossession they have withstood for centuries. Imagination "enables us to use language to its highest potential. It enables us to realize a reality beyond the ordinary, it enables us to create and to re-create ourselves in story and literature. It is the possible accomplishment of immortality" (Momaday 1997: 2) . With the help of his Kiowa-speaking and memorykeeping family, Momaday, the arrowmaker, is able to decode his Native legacy and to render it in a language that, even if not fully Kiowa in appearance, proves to be an effective, moving, and empowering vehicle for the present cross-cultural generation in charge of projecting their tribal traditions into the future.
